Abstract: In 2006, Bolivians began living under their first indigenous president and undergoing an explicitly pro-indigenous "process of change," alongside much rhetoric of indigenous autonomy and state "decolonization." However, this article suggests that this same government's 21 st century policies regarding intangible heritage and "culture" hardly mark a departure from mid-20 th century mestizo-dominated liberal nationalist projects. Through ethnography of disputed cultural claims to folklore, such as those with Peru involving the devil dance, this paper examines how proprietary nationalism is experienced and expressed among certain Bolivians. For example, indignant internationally touring folklore workers imagine a hyperreal scarcity of specific expressions that have become framed as "cultural resources" for the nation. Indeed, it was common to hear propertied language employed when international disputes heated up-as cultural images circulated at high speeds through social networks and digital media. Within these media platforms, the visual sensory mode often overshadows aural and kinesthetic ones, as socially interwoven music and dance expressions fade into the background and stand-alone images of spectacular costumes move forward.
The Devil in Nationalism -by Michelle Bigenho and Henry Stobart -pre-publication 4 legislature has taken a piecemeal approach, passing laws that one by one declare as intangible heritage and "national property" specifically named ritual dances, something akin to what the Comaroffs might call "lawfare. 6 However, Bolivian processes of intense cultural nationalism also need to be understood within the broader context of the country taking control of its natural resources to ensure greater benefits for its citizens. From many Bolivian perspectives, outsiders have always profited from the country's resources, whether those are silver, tin, gas, lithium, or…dances. If anything, state attempts to claim heritage as property have intensified since the rise to power of Evo Morales, who-as demanded by the social movements that swept him to power-nationalized gas extraction soon after entering office. 7 Such details must be part of an "ecological perspective" that attempts to grasp holistically the meanings of intangible heritage claims in Bolivia.
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In this article, we set aside the local heritage dynamics within Bolivia-something we address in other writings-and emphasize the Bolivian national and state-level proprietary intangible heritage claims on music and dance forms, placing these twentyfirst century concerns in relation to the country's twentieth century non-indigenous nationalist projects that championed indigenous expressions (indigenismo). We argue that
Bolivian enthusiasm for intangible heritage protections emerged not as a major part of the country's pro-indigenous anti-neoliberal "process of change," but rather has its roots in mestizo nationalist projects of indigenismo. Furthermore, we argue that the Morales administration's policies on "culture" hardly mark a departure from this mid-20 th century 6 Comaroff and Comaroff 2009:56. 7 The nationalization process, at closer examination, was a renegotiation of Bolivia's existing contracts, a process that left Bolivia as the majority shareholder and with a more generous percentage of the profits on major fields (see Hylton and Thomson 2007) . 8 See Brown 2005:40. The Devil in Nationalism -by Michelle Bigenho and Henry Stobart -pre-publication 
What Makes the Devil Dance
The devil carries multiple meanings within Andean studies. It represents a spirit of the underworld or ukhu pacha and can go by various names (supay, diablo, tío etc.); these spirits share features: they are dangerous; they are associated with artistic creativity, fertility, and wealth to be found deep in the mines. 19 Stobart's work on the sirenas (spirit beings from which musicians receive new tunes) locates these spirits in a similar world of supays, devils, and demons-all-powerful but ambiguous beings from the underworld.
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When it comes to the devil dance in urban festivals, however, the dance's meanings need to be considered within the social webs of its performances. June Nash's ethnography located this dance with ties to miners who worshipped both the Virgin of the Mineshaft 18 TIPNIS marched twice to La Paz in 2011 and 2012. The "prior" consultation was finally held, and in official terms the result was in favor of building this road. However, reports detail the contested nature of this consultation (Achtenberg 2012 11 everything from market presentation to a ritual parade like Gran Poder. 24 In contrast, the idea that another country could "steal" or "appropriate" these performances, a perspective often voiced by mestizo folklore workers (especially dancers), seems to overlook completely the social orders that sustain them. Such concerns of "theft" and "plagiarism"
reflect hyperreal ideas about culture as a scarce resource.
To specify, the hyperreal rests on simulacra, which are copies that have no originals in reality, but that still have social effects because of their perceived existence. 1983, 1984, and 1989 , and these moments of "appropriation" did not draw the same heated reactions. 26 Indeed, the uptick in devil dance fever, we argue, has more to do with the greater facility with which images of these dances circulate in today's Internet and social media arenas. In these cyberspatial circulations, the visually apprehended 
A Workshop and a Meeting of the Departmental Council of Cultures
In July 2012 we convened a four-day participatory workshop in Coroico entitled "Rethinking Creativity, Recognition and Indigeneity" with twenty Bolivians involved in various aspects of culture and media, including representatives of indigenous groups.
28
We began to plan this workshop after we both, independently, had been drawn into discussions with our respective Bolivian musician friends who raised concerns about intellectual property, piracy, and heritage policies. The workshop aimed to serve as a space where Bolivians from diverse backgrounds, who would not usually meet, could discuss their concerns and share experiences. The country's new constitution and its wake of developing policies on culture, intellectual property, and heritage formed an important 27 On principles and aesthetics of abundance in an urban Aymara context, see Tassi 2016. In ethnography completed in the 1990s, Bigenho noted how Bolivian folklore festival contexts, with a very different structuring of performance time, led to a privileging of the visual over the aural and kinesthetic--altering the duration, content, and overall significance of music performances. (2002:61-96) . In the twenty-first century era of social media, these sensory shifts towards the visual have become even more exaggerated. 28 The workshop was supported by the National Science Foundation and was co-organized together with Bolivian research assistants Juan Carlos Cordero and Bernardo Rozo, and Hampshire College student Phoebe Smolin. 31 After the President of the Council touched on a few points and gave a brief introduction, we were asked to speak about some of the issues we had been discussing in the 2012 workshop. We had not been given much advance notice as to the purpose of the meeting or the reason for our invitation to speak. We--Bigenho, Stobart, and Cordero (one of the Bolivian members of the organizing team)--focused on heritage problems, introduced the idea of deheritagization, and also spoke about seeking a balance in intellectual property between users' rights and creators' rights.
In response we listened to impassioned, mixed, and sometimes contradictory interventions by Council members, some of which we reconstruct here from notes: 32 An actor we will call "Antonio" seemed quite peeved by our presence; he minced no words in his interventions. He said, "It's no bad thing that heritage becomes seen as property. But this doesn't happen here. And because we are not conscious about what is ours, they steal from us." In what seemed to be a response to part of our presentation that included a discussion of indigenous case studies in other parts of the world and 31 Each department has its own council that includes 20 members--10 regular members and 10 substitutes. These councils exist as part of a relatively new autonomous local governing structure. 32 The quotes are reconstructed from notes rather than directly quoted from a recording. With the exceptions of the names of workshop organizers and public figures, we have used pseudonyms in this passage. own. We call attention to Marina's awareness of the media circulation of these dances.
As more people see, post, and exchange images, via YouTube, Facebook, and other forms of social media, the visuals--and even more specifically, those of clothes and costumes--seem to be the points of contention, rather than the sonorous and musical accompaniments or the dance steps.
Marina's husband, "David," a musician who also had worked on international tours in Europe and Japan intervened, trying to distinguish between regimes of authors' rights and those of heritage. He marked the importance of recognizing artists who might have distinct interests in these debates, and he also suggested that other countries have more "advanced" cultural policies than Bolivia.
Cordero intervened at this point, referencing the example of an empanada (a cheese or meat-filled pastry that might be eaten at afternoon tea in Bolivia). If the empanada is part of Bolivian "culture," how should Bolivians respond to demands to patent this culinary specialty? Cordero drew on recent positions articulated at the workshop by a businessman we will call "Ramiro"-a man who owns a chain of shops that sells cheese pastries. At the workshop, Ramiro drew on his experiences in radio and as an independent record producer; he was one of the few workshop participants who favored an aggressive intellectual property agenda, including the patenting of his famous 
Indigenous Heritage as Property of the State
In 2003 political trajectory as the architect of Bolivia's neoliberal policies, signed this document. 35 The "who are we?" question, or who constitutes the community and thereby the practitioners of a particular heritage is a problematic point identified by others working on heritage (Kearney 2009: 215) , and was seen in the Kallawaya case as studied by Callahan (2011) . certain Bolivian musicians dedicated efforts to proving that "El cóndor pasa" was of national origin. However, others have argued that it was composed by the Peruvian, Daniel Alomía Robles in 1913, as part of a zarzuela; the piece was originally scored for orchestral rather than the folkloric instruments with which it has become associated.
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Within the layered ironies of this tune's history, its "composer" was said to have been inspired by indigenous music-read "unauthored" and "uncopyrightable"-he heard in the Peruvian countryside, and in proper indigenista refashioning, he made this music his own. 44 In 2004, the tune was officially declared Peruvian national heritage. In the wake of the 2009 devil dance controversy, and in an effort to distinguish Bolivian and Peruvian 41 Sánchez C. 2001:116; Decreto Supremo 15304, 1978. For the Mexican context, Elizabeth Emma Ferry refers to this as the "idiom" of heritage in the national project; in the case she analyzed, the Mexican Revolution redefined property in ways that would promote the goals of the revolution; thus mining cooperatives used "patrimonial strategies" to organize labor production and consumption (2002:338 45 For ethnography on this tune's importance for global "Andean" music, see Bigenho (2012:32-59) . 46 Rios 2014. 47 50 Also see Sánchez C. 2001:118-119; Bigenho 2002:199-225 . 51 Albro 2010:160.
The Devil in Nationalism -by Michelle Bigenho and Henry Stobart -pre-publication version For publication in International Journal of Cultural Property (accepted 2 June 2016) 25 permits proprietary approaches to biological materials, such as seeds. In the interest of collective "food sovereignty," a concept now enshrined in the new constitution, cultural knowledge about seeds should be shared and intellectual property regimes forestalled.
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While one can see a convergence in these policies around the theme of national sovereignty, Bolivia's approach to intangible heritage seems more like its approach to mineral resources. With an eye on economic futures in a global market, the government seeks to control these resources. Their rhetorical approach is quite different in the area of seeds, a realm in which commodification is supposed to be held at bay, and priority is given to the idea of nourishing the population and ensuring people will "live well"
(sumaq kawsay) -a key discursive idea in the Bolivian state's decolonizing rhetoric.
Food sovereignty potentially points beyond national borders and suggests concern for the global stakes in the future of food production and access. The Bolivian government's desire to control intangible heritage, however, implies the inscribing of propertied logics and the drawing of clear boundaries with its geographic neighbors.
Seen and Not Heard
Transforming embodied performances into intangible heritage involves a specific inscription of the "repertoire" into the "archive," a specific metacultural process that brings its own problems. 
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we do not pretend to represent the multiple sides to this dispute and we recognize the skewed nature of our Facebook feeds as constructed through our Bolivian "Facebook friends" in music and folklore. Because we followed many of these threads through personal Facebook feeds, and not simply through openly posted comments to digital articles, we registered passionate postings, pleas to join causes, and few "uncivil" exchanges; these were postings made to an imagined but restricted public of Facebook audiences, a very different kind of "public" framed through social network spheres 56 We have no intention of weighing in on the dispute itself, but rather wish to point to how these disputes became focused on what was seen rather than what was heard.
Additionally, of interest are the terms of discourse about national ownership or authorship, the language of legal and ethical recourse through the UNESCO Convention itself, and ultimately the hyperreal framing of such ubiquitous cultural materials as scarce.
Here are some of the Internet examples that surfaced through Facebook feeds. An article from the Bolivian paper Página siete was circulated that carried the headline "In Five Years, there have been denouncements of 10 cases of plagiarism of Bolivian music and dance." The article featured a spectacular photo of a devil dance costume (Oct. 28, 2014 or exclusivity about any kind of cultural practice." The article was followed by a comment thread that almost uniformly expressed some form of chauvinistic Bolivian nationalism and questioned the patriotism of the Bolivian Ambassador.
Another article posted on Facebook featured a discussion of how the Oruro bands, in possible protest, would consider not traveling to Puno for the Candelaria Fiesta. 60 Brown 2004:51. 61 http://www.infodiez.com/2014/11/12/embajador-boliviano-ante-la-unesco-defiende-a-peru-entema-danzas-bolivia-como-pais-no-deberia-hacer-nada-no-hay-nada-que-ponga-en-riesgo-elpatrimonio-nacional/, accessed November 13, 2014. of an airline ticket to the capital of the country, infrastructure to accommodate tourists etc.). We argue that a hyperreal sense of scarcity fuels many of these devil dance wars, and that this sensitivity extends from sensory-media intersections that privilege the visual mode, a mode that too easily blocks out sounds, choreography, and the complex social relations that make any of these fiestas possible in the first place.
Conclusions: The Devil in Nationalism
President Morales requested Groux's resignation shortly after the Candelaria debacle. In See Webber 2009; Howard 2010; Fabricant 2012; Postero 2013 . 68 Postero's work shows how the Morales government has maintained powerful central governmental structures, in spite of legal nods to autonomies. She also reads the TIPNIS confrontation as revealing the tensions of "liberal democracy" within Bolivia's new plurinational form. See Postero 2014:410, 419. 69 Nation branding has taken off in these countries as well. Peru beat Bolivia to this strategy, producing a brand insignia based on the Nazca traces in 2011. See Silverman 2015. Bolivia has followed with a "Bolivia awaits you" branded message and image. 
